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ABSTRACT
This thesis is a recreation of the process of direct
ing Waiting for Godot.

It is a practical approach dealing

with the co-ordination of all aspects of the production as ex
perienced by this director.

The technique and theories in

volved in the production are reviewed herein and related to the
actual process of directing the play.

This thesis is intended

to be useful to directors or those interested in the process,
rather than the theory of directing.
Included in the thesis are a theoretical approach to
Waiting for Godot, the directorial philosophy employed in the
production, and an analysis of the success of the production.
The production utilized a contrast of the comic elements with
the tragedy of the play.

Both aspects ivere presented with

the idea of relating them to the audience and their own lives.
My primarily intuitive approach to the play was preceded by a
careful analysis of the play to provide a sound base upon which
to build.

The performances were the result of combining my

interpretation with that of the actors and adjusting during
rehearsals to what seemed more effective.
In my opinion, the production was successful although
there were areas that definitely needed improving.

The actors

combined the comic and tragic well, but they needed more re
hearsal time to polish the performance.
vi

INTRODUCTION
When I first read Waiting for Godot, I viewed the play
as a representation of the frustrations that people encounter
every day.

The recognition of ray own life seen through a pair

of tramps struggling with their existence made me feel that
this would be a very effective play on the stage.

I chose to

direct Godot because I felt the impression I had received
would be valid and effective for most people in a modern audi
ence.

I approached the play with the idea that its greatest

impact in a production would be from a recognition, or empathy,
on the part of the audience rather than from the intellectual
interpretation of the play.
Thus, my problem in directing Waiting for Godot was to
use Beckett's play as the blueprint for creating characters
and action with which the audience could identify.

To accom

plish this, I combined my own intuitive feelings about the
characters and about the action with the literal meaning of
the play.

The strongest guiding factor in my directing was my

own impression of what was effective on the stage and not the
scholarly considerations of the intricate and multiple mean
ings of the play.
The intuitive nature of my approach to the production
precluded a detailed scholarly study, and this thesis was in
tended to recreate the interpretation and directing techniques
1
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used in creating an ephemeral, aesthetic experience.

I found

that careful study of the script was helpful in establishing a
valid framework within which my intuitive approach could grow
to an effective production.
I provided some background of Samuel Beckett and Wait
ing for Godot in Chapter I, and in Chapter II, I discussed my
interpretation of the play.

I presented the techniques I used

in directing the play in Chapters III and IV, and I reviewed
the technical aspects of the production and the problems en
countered in the physical representation of the play in Chap
ter V.

In Chapter VI, I provided a brief criticism of the

performances.

In the appendices, I included a floor plan of

the set, photographs of the production, the program for the
production, the review of the play in the campus newspaper,
and a detailed, informal production log which gives a chrono
logical look at the process of directing Waiting for Godot,

PART I

ANALYSIS OF THE PLAY

I.

THE AUTHOR AND THE PLAY

Samuel Beckett was born in Dublin, Ireland, in 1906.
He was quite successful as a student and was selected to teach
in Paris after distinguishing himself in his scholastic en
deavors at Trinity College.

In Paris, he became associated

with James Joyce and became known as one of Joyce's disciples.
Beckett is generally considered to be greatly influenced in
his style by Joyce, but he was not Joyce's "secretary" as some
people a s s e r t . B e c k e t t completed his Master of Arts degree
while in Paris, but after four terms of teaching at Trinity
College, he decided to give up the academic profession, and,
for a while, he became a wanderer.

He wrote poems and stories

and worked at odd jobs while he travelled.

During World War II,

he remained in Paris and worked in the underground until he
was forced to go to the Vaucluse because some of the agents
with whom he worked were arrested by the Germans, and he was
in danger of the same fate.

In the Vaucluse, he continued

writing until the liberation of Paris.

He returned briefly to

Ireland but in 19^7 returned to Paris to launch his most pro
ductive literary years.
Beckett received some notice from his novels in 1951,

^Martin Esslin, The Theatre of the Absurd (Revised ed.;
Garden City, New York: Doubleday and Company, 1969), P« l6 .
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but the publication of Waiting for Godot in 1952 brought him
world-wide notoriety.

When the play was first produced on

January 5S 1953. it began a run of four hundred performances
at the Theatre de Babylone before it was transferred to anoth
er Parisian theatre.

The play has been translated into over

twenty languages and has been performed frequently throughout
the world. 23
Critical reaction and audience responses were varied
but strongly felt even at the opening production:
The disgruntled left after the first act, the
thrilled remained to applaud wildly at the end of
the performance and the perplexed sat on in puz
zled silence.3
Controversy continued over the play throughout its
many productions.

Intellectualism was one of the most fre

quently discussed aspects of the play.

Michael Myerberg, the

producer of both 1956 United States productions of Godot, de
scribed the play as "a work of towering intellectual stature."^
Eric Bentley noted that the consideration of Godot as an in
tellectual work was having its effect on the responses to the
play :
Besides the intellectual anti-intel1ectualism of
a Walter Kerr, two other attitudes, both of them less
objectionable, have defined themselves in modern

2Esslin, pp. 20-21.
3
^Leonard Cabell Pronko, Avante-Garde: The Experimental
Theater in Prance (Berkeley and Los Angeles: University of
California Press, 1 9 6 6 ), p. 22.
^Arthur Gelb, "Wanted Intellectuals," New York Times,
April 15, 1956, Sec. 2, p. 1.
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America: one is non-intellectual pro-intellectualism
and the other is non-intellectual anti-intellectualism.
Both these attitudes were represented in the newspaper
reviews of Waiting for Godot, and obviously the pro
duction benefited as much from the first as it suffered
from the second.5
Other reviewers simply interpreted the work as not appealing
to the intellect at all:
Vaudeville, dying or dead for over three decades,
now has the laugh on us. Not only has vaudeville
come back to the theater through the front door
but it has been heralded as food for intellectuals!
. . . the little dead tree has shot forth three very
green leaves and the stir they cause in the audience
proves that the audience must consist of intellectuals .6
Alan Schneider seems to interpret it as valid on both an in
tellectual and a non-intellectual level:
"The interesting thing is that children don't have
any trouble with (the) play. I asked some of them
who were ushering what Godot meant, and it was crystal clear to them. For adults, it should be seen
three or four times, if they want the meaning. " here
Schneider smiled and added: "Since they're no t going
to do that, they should abandon themselves to its
rhythmical tonal sense. You don't have to und erstand
a symphony fully to like it."7
Reviews of the play created marked differences of
opinion concerning interpretation, and perhaps much of the
power of the play lies in its ability to appeal to people with
completely different opinions.

The play produced difficulty

for those who expected a definite message to be laid out for

^Eric Bentley, "The Talent of Samuel Beckett," New
Republic , May 14, 1956, p. 20.
^Euphemia Van Rensselaer Wyatt, "Theater," Catholic
World, June, 1956, p. 227.
7Alan Levy, "The Long Wait for Godot," Theatre Arts,
August, 1956, p. 35.
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them:
But the confusion of critics and audiences is pro
bably due to the fact that Godot [)sic] contains no
clearly indicated message, no single meaning or
lesson.J
There were still some reviewers, however, who denied that the
play had any meaning at all, while others found it quite pro
found:

Alan Levy sees Lucky’s only speech as "a stammering,

nonsensical and pathetic tirade."9

While Eric Bentley calls

the same speech "the most effective speech in the play, into
which Beckett seems to have poured all his training in Cath
olic philosophy."1°
Some reviewers found the play too difficult to under
stand, and some found it too simple and too clear.
Since "Waiting for Godot" is an allegory written in
a heartless modern tone, a theatre-goer naturally
rummages through the performance in search of a
meaning. It seems fairly certain that Godot stands
for God. Those who are loitering by the withered
tree are waiting for salvation, which never comes.
The rest of the symbolism is more elusive. x
Yet the play may be said to be too long, too simple,
too clear, too symmetrical a fairy tale, because it
is an abstraction. . . . In Waiting for Godot, almost
everything is named. When abstraction is so clear,
our attention weakens. As soon as we perceive the
play's design everything else appears superogatory.^2*
1

^Pronko, p. 3k.
9Levy, p. 33.
^Bentley, p. 21.
11Brooks Atkinson, "Mystery Wrapped in Enigma at the
Golden," New York Times, April 20, 1956, P* 21.
12Harold Clurman, "Theatre," The Nation, May 5, 1956,
p. 390.
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But, in discussing the play, the reviewers generally agree
that--in the words of Estragon— "there's something about it.nl3
This "something" seems to impress the theatre-goer greatly,
and it was repeatedly referred to in the reviews of the 1956
New York production:
But you can expect witness £ sic j to the strange
power this drama has to convey the impression of
some melancholy truths about the hopeless destiny
of the human race. . . . "Waiting for Godot" is
all feeling. Perhaps that is why it is puzzling and
convincing at the same time.*-**
None the less, Godot has its own persistent fascina
tion .1*
We do ill to ask always for this certain, definable
kind of "meaning;" at a point of incandescence, the
imagination--particularly the dramatic imagination-works essentially in images, and I take indeed the
excellence of "Godot" to reside not in its metaphysi
cal pretensions, but in the grasping power and domi
nation of its images.^
I was fascinated and depressed by Godot, and amazed
by the audience. Since my return to America I've
caught up with many broadway [ sic] plays--including,
I suspect, a few better ones than Godot--and for
gotten most of them, but Beckett's play is still as
haunting to me as it was that misty night in Picca
dilly. 1 (

-*-3samuel Beckett, Waiting for Godot (New York: Grove
Press, 195*0, p. 27a. The pages of Waiting for Godot are
numbered only on the left leaves. Hence, I have adopted a
numbering system refering to the left page as "a" and the
right as "b." This system is used throughout this paper.
1^Atkinson, p. 21.
*-3"New Play in Manhattan," Time, April 30, 1956, p. 55*
*-6Richard Hayes, "Nothing," Commonweal , May 25, 1956,
p. 2 0 7 .
1^Levy, p. 33.
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Perhaps the most illuminating comparison would be
between "Waiting for Godot" and a Picasso abstraction.
Most of us do not understand what Picasso is getting
at in his apparently eccentric designs and caricatures
of form. But recognizing his mastery of line we real
ize that it expresses a point of view. . . . Whether
we liked the work of art or not, we have to accept it
as a genuine creation because it makes such a valid
s tatement.
Mr. Bentley, more than any of the other reviewers I
examined, was able to state specifically the aspects of
Beckett's play which contribute to it being considered an im
portant contribution to modern theatre.
The author, to recapitulate, has not only been able
to define the "existentialist" point of view more
sharply than those who are more famously associated
with it, he has also found for its expression a
vehicle of a sort that people have been recommending
without following their own recommendation. ®
The play was considered important to theatre not only
by reviewers but by other playwrights as well.

Godot's im

portance to the art of playwriting was expressed in an article
by Arthur Gelb:
It is hardly surprising that Messrs. Wilder, Williams,
and Saroyan, famous for their own successful efforts
to break down the confining walls of the conventional
theatre, should be united in the hope that this ex
traordinary play will find an audience. Mr. Saroyan,
in fact, in enjoining Mr. Myerberg to make "Godot" a
success has declared: "it will make it easier for me
and everyone else to write freely in the theatre."*
2®
The success of Godot in its early years has led to

^Brooks Atkinson, "'Godot' is no Hoax," New York
Times, April 29, 1956, Sec. 2, p. 1.
^Bentley, p. 20.
2® G e l b , S e c . 2, p . 1
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many detailed studies of the play and of all Beckett's works.
The popularity of the play has led to a re-opening of the play
on Broadway in 1971 by the director of the ill-fated 1956
Miami production, Alan Schneider.

I have attempted to under

stand the intellectual qualities of Waiting for Godot, and I
know that it has great popularity in the academic community,
but the motivation that led me to direct it was the "something
about it" that makes it moving and meaningful to the audience

II.

INTERPRETATION OF THE PLAY

In the very opening line of Waiting for Godot, Samuel
Beckett gives the reader an idea of the situation of the play
and of the helplessness of the characters.

Estragon gives up

in disgust when trying to remove his shoe and says, "Nothing
to be done."1

This brief statement sums up Vladimir and

Estragon1s position with regard to the determination of their
fate:

They are' incapable of doing anything about their con

dition; they are helpless victims of life.

In the next speech,

Vladimir informs the reader that he has continually denied
that he is helpless and that he has repeatedly resumed the
"struggle" that constitutes life.

In this struggle, there is

no real expectation of reward or success, but Estragon defi
nitely expects to suffer:
ESTRAGON:

Beat me?

Certainly they beat me.*
2

The comic element of considering a beating to be normal is con
trasted with the unpleasant suffering of a human being.
The only alternative to their misery--suicide--is also
discussed in the opening scene:
VLADIMIR:

(gloomily).

It's too much for one man.

^Samuel Beckett, Waiting for Godot (New York:
Press, 195^), p. 7a.
2Ibid.
11

Grove

12

(Pause.

Cheerfully.)

On the other hand what's the

good of losing heart now, that's what I say.

We

should have thought of it a million years ago, in
the nineties.
ESTRAGON: Ah stop blathering and help me off with
this bloody thing.
VLADIMIR:

Hand in hand from the top of the Eiffel

Tower, among the first.
those days.

We were respectable in

Now it's too late.

They wouldn't even

let us up.3
They missed their chance to make a glorious departure from
life by honorable suicide, but they still seriously consider
it at the end of both acts.

The serious and tragic nature of

suicide is contrasted by the humorous treatment given it by
the author.
Much is revealed about the relationship between Vladi
mir and Estragon in the first scene.

When they greet one an

other, they show that they have a great dependence on each
other and that they also irritate each other.

Their selfish

ness is demonstrated by the exchange of complaints where Vlad
imir is concerned only about his disease and Estragon is con
cerned only about the trouble he is having with his shoes.
Their constant abuse of each other is reminiscent of circus
clowns constantly punishing each other.
As the play progresses, Vladimir is shown to be more

^Ibid., p. 7b .
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of a thinker than Estragon.

He contemplates his mood and the

proper words to express himself.
Estragon's feet:

He philosophizes about

"There's man all over for you, blaming on

his boots the faults of his feet."-4 Then he goes into his
lengthy exploration of the Biblical story of the two thieves
crucified with Jesus Christ.

The second beat^ of the play

begins on page 8b with this discussion and runs to 10a.

In

the discussion about the two thieves, Vladimir and Estragon
use stichomythia, dialogue in single alternate lines, which
gives rapid, vaudeville pacing to parts of the play.^

Their

conclusion is that "people are bloody ignorant apes" because
they readily accept the most pleasing of any choices offered
them:

In this case, they chose to believe "one of the thieves

was saved."

There is an ironic contrast to Estragon's con

demning statement because the two tramps also have accepted an
unlikely hope rather than acknowledge the more likely possi
bility that Godot will never come:
VLADIMIR

He didn't say for sure he'd come.

ESTRAGON

And if he doesn't come?

VLADIMIR

We'll come back to-morrow.

ESTRAGON

And then the day after to-morrow.

^Ibid., p . 8a.
5i divided the play into "beats," which are parts of
unified action contributing to a central idea or one particu
lar piece of action. These divisions were useful in under
standing the play and in determining motivation for each sec
tion of dialogue. The divisions were determined through my
own analysis of the play.
^Beckett, p . 9b.

VLADIMIR

Possibly

ESTRAGON: And so on.
VLADIMIR:

The point is--

ESTRAGON: Until he comes.^
They have shown that they are subject to human failings.

Their

hope is coupled with the doubt that the promised appointment
will come true.

In this beat, is the first direct reference

to the audience; the audience, or the people in it, are very
much a part of this world of frustration and waiting.
The third beat ends on page 11a when the possibility
of unfulfilled hope becomes too great, and Vladimir tries to
change the subject.

The next beat shows the love-hate rela

tionship between the two tramps, and they alternately console
and persecute one another until the middle of page 12a.
The following beat is an exploration of the possibili
ties of suicide complete with the sexual rewards.

Again the

tramps utilize stichomythia when examining the practical as
pects of using the tree to hang themselves and when verifying
the circumstances surrounding their wait.

The pace becomes

slower and the mood more serious toward the end of the beat.
Estragon breaks suddenly into the next beat on the bottom of
page l^b with a violent, "I'm hungryl"
The comic business of satisfying Estragon's hunger
centers around a carrot, conveniently phallic in shape and
perhaps suggestive of their deteriorating manhood.

7Ibid., pp. lOa-lOb

Despite
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the suggestive business included by Mr. Beckett ("He sucks on
the end of it meditatively."^), Estragon denies that it is any
thing more than a carrot.
of their predicament.

The end of the beat is a repetition

Estragon states that there is "nothing

to be done," and then he shows the friendship and dependence
of the characters when he offers the last of the carrot to
Vladimir.
The entrance of Pozzo and Lucky marks the beginning of
a new beat.

In the dialogue that follows, Pozzo and the tramps

establish their relationship to each other.

Despite the dif

ferences and the dominance of Pozzo, there is still a common
bond between them:
POZZO:

Yes, gentlemen, I cannot go for long with

out the society of my likes (he puts on his glasses
and looks at the two likes) even when the likeness is
an imperfect one. 9
Vladimir and Estragon proceed with an examination of
Lucky that again utilizes vaudeville-like delivery.

This ex

change is followed by a discussion led by Pozzo about the
rights of man and the positions of masters and slaves in the
world.

Pozzo becomes rather philosophical and overwhelms the

tramps with his "reason," which is typical of a person who is
in control of a situation and who has no fear of losing his
dominance.

^Ibid., p. 14a.
^Ibid., p . 16b.
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POZZO: Remark that I might just as well have been
in his shoes and he in mine.
willed otherwise.

If chance had not

To each one his due.10

Estragon's attempt to comfort Lucky leads only to his
own suffering.

Pozzo is prompted to launch into another phil

osophical speech:
POZZO:

He's stopped crying.

have replaced him as it were.

(To Estragon.)

You

(Lyrically.)

The

tears of the world are a constant quantity.

For

each one who begins to weep somewhere else another
stops.

The same is true of the laugh.

(He laughs.)11

Pozzo is even able to turn the tramps against Lucky by
blaming him for his own unhappiness.

There is another sudden

change in beat by a discussion of the evening and its quality
between Vladimir and Estragon (page 23a).

The comic business

that follows involves Vladimir's ailment and Pozzo's inability
to sit down without observing proper manners; even Pozzo is
subject to the control of an outside force.

Pozzo builds to

an exaggerated, bombastic description of nightfall at the end
of the scene, maintaining the comic mood.

Even from Pozzo's

position of power and control, the funny side of life is con
trasted with unpleasantness on "this bitch of an earth.Ml2
The next beat is the dance by Lucky and the display of

10Ibid., P- 21b.
11Ibid ., P* 22a.
1^Ibid . , P- 25b.

17
Pozzo and Lucky as almost different parts of the same being.
Pozzo admits that Lucky is the source of any culture or learn
ing he has while Pozzo embodies the physical drives and desires
of the pair.

This scene is marked by nonsense and comic action

among the other three characters.

The comedy is contrasted

with the pathos and misery of Lucky.

After they have thought

over the situation and come to a rather meaningless explanation
of why Lucky did not put down his "bags," Estragon says, "Noth
ing happens, nobody comes, nobody goes, it's awful I"13
statement sums up the action of the total work:

This

The charac

ters are in a circular existence with recurring action and
characters, and they can find nothing to give meaning to their
lives, yet they continue to hope.
In Lucky’s speech that follows, the other three find
such terrifying truth that they cannot bear to listen, and
they physically silence Lucky.

Beckett uses this long tirade

to synthesize Western philosophy, Christian teaching, and ab
solute nonsense.

The speech questions whether God or anyone

cares about people and their sufferings.

It shows that rea

sons for punishment or reward are not consistent with human
values:
LUCKY:

Given the existence as uttered forth in the

public works of Puncher and Wattmann of a personal
God quaquaquaqua with white beard quaquaquaqua out
side time tvithout extension who from the heights of

13Ibid., p. 27b
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divine apathia divine athambia divine aphasia loves
us dearly with some exceptions for reasons unknown . . .
Lucky continues to say that all the philosophers are unable to
explain successfully the reasons for the miserable existence
on earth.

The speech predicts the end of the world, and the

universe is described as a tomb filled with skulls.

All the

labors of man designed to give his existence meaning are fruit
less and "abandoned left unfinished."-1-^
Immediately after the silencing of Lucky, Pozzo re
establishes himself as the man in control.

He forces Lucky to

resume his role as slave, but finds himself victim to a higher
power.

Pozzo's degeneration is implied throughout his presence

on stage by his continual loss of his possessions: his pipe,
his throat spray, and his watch.

The limited freedom and lack

of self-determination in his life is demonstrated when Pozzo
attempts to leave but cannot seem to make the first move:
don't seem to be able . . . (long hesitation) . . .

"i

to depart. "16

When he and Lucky finally do leave, Lucky is heard falling in
the wings.

They are both decaying.

Vladimir and Estragon resume their wait when they are
alone.
ESTRAGON:

What do we do now?

VLADIMIR:

I don't know.

ESTRAGON:

Let's go.

i ^ I b i d ., p.

29b.

1^Ibid., p. 31a.
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VLADIMIR:

We can 11 .

ESTRAGON:

Why not?

VLADIMIR:

We're waiting for Godot.17

During the discussion following, they determine that, even
though life around them changes constantly, inside they are
the same.

Their insignificance is emphasized by the fact that

no one ever recognizes them.
The next beat is marked by the appearance of the boy.
He destroys the diversion Vladimir had constructed through
conversation and brings out the will to dominate in Estragon.
Estragon uses the opportunity to exercise his power over the
boy, and, in his "bullying," he bears a strong resemblance to
Pozzo.

Thus, the universality of man's nature and Pozzo's

assertion that man might just as well be master as slave is
borne out.

Besides the relationship between the tramps and

the boy, there is some confusing exposition concerning Godot
provided by the boy.

The existence of Godot, as well as his

personality traits, is still uncertain even after the boy's
departure.

He does bear a strong resemblance to the Christian

God, and he seems to have the same arbitrary system for punish
ment or reward that is referred to by Lucky.
VLADIMIR:

You work for Mr. Godot?

BOY: Yes Sir.
VLADIMIR:
BOY:

What do you do?

I mind the goats, Sir.

17Ibid., p .

3 1 b.
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VLADIMIR:

BOY:

Yes Sir.

VLADIMIR:
BOY:

And why doesn't he beat you?

I don't know, Sir.

VLADIMIR:
BOY:

What does he do?

He minds the sheep, Sir.

VLADIMIR:
BOY:

Ah, you have a brother?

Yes Sir.

VLADIMIR:
BOY:

Whom does he beat?

He beats my brother, Sir.

VLADIMIR:
BOY:

He doesn't beat you?

No Sir, not me.

VLADIMIR:
BOY:

Is he good to you?

He must be fond of you.

I don't know, Sir.18

The only thing the tramps have when the boy leaves is a pro
mise that Godot will come the next day.

Vladimir makes a des

perate attempt to verify his own identity and even his exist
ence by pressuring the boy to acknowledge the meeting between
them and by insuring it will be reported to Godot.
When the tramps are once again alone, they begin a dis
cussion which makes them seem very insignificant indeed.
the moon is weary of looking at them.

Even

Estragon would appreci

ate a quick death--crucifixion--although Vladimir admonishes
him not to compare himself to Christ.

Vladimir renews the

hope that Godot will come the next day, but the promise that

l8Ibid

P. 33b
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he will come seems inadequate because he had promised to come
that day as well.

On page 35a, the last beat of the act begins

with another consideration of suicide and a re-statement of
their friendship.

The act ends when Vladimir and Estragon are

unable to leave; like Pozzo, they can make a decision but are
incapable of carrying it out.
ESTRAGON:

Well, shall we go?

VLADIMIR:

Yes, let's go.
(They do not move.)-*-9

In Act II, Vladimir and Estragon again show themselves
to be friends as well as being capable of making each other
miserable.

They discuss their suffering, and it appears that

their world has become less tolerable and their friendship has
become somewhat more strained than it was in the first act.
Their lives change only slightly:

"Everything oozes."20

They

have no escape or relief from their misery.
ESTRAGON:

(suddenly furious).

is there to recognize?

muckheapl

What

All my lousy life I've

crawled about in the mud!
scenery!

Recognize!

And you talk to me about

(Looking wildly about him.)

Look at this

I've never stirred from it!~^

The most horrible part of their existence is to think
about it.

They make a strong effort to divert themselves from

19lbid., p. 35b.
20Ibid., p . 39»•
21Ibid., p. 39b.
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thought, and the world appears as a mausoleum filled with
corpses and skeletons because of their thoughts.22

After es

caping their thoughts through verbal games, they notice that
the tree has sprouted leaves "in a single night."

The leaves

are a single sign of hope in a world that seems everywhere to
be equally nothing:

"There's no lack of void."*
23

The ab

surdity of leaves growing in a night is a contrast to the ser
iousness of the depression being expressed by the tramps.
They continue to attempt escape from their misery by
playing games until Estragon leaves the stage and returns in a
panic.

He is afraid of some unknown people who are supposedly

approaching.

They distract themselves from their fear by an

exchange of insults and by verbal games.
Pozzo and Lucky enter again, but this time Pozzo is
blind and Lucky is dumb.

The world is deteriorating for them

as ivell as for Vladimir and Estragon; Pozzo has become almost
completely dependent on Lucky.

In their ability to help Pozzo

in his misery, Vladimir sees a chance for the tramps to give
meaning to their lives.
VLADIMIR:
chancel

Let us do something, while we have the
It is not every day that we are needed.

Not indeed that we personally are needed. . . .
Let us make the most of it, before it is too latel^

22Ibid., p. 4lb.
23ibid., p. k2b.
~^Ibid., p. 5 1 a.
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During this scene, Vladimir becomes very philosophical, and
Pozzo seems to represent all humanity even to the point of
answering to the names of "Cain" and "Abel."

When Pozzo is

finally raised to his feet, he too becomes philosophical and
spouts his ideas of time and the universe.

It appears that

the characters are striving to state a universal truth about
their existence.
After Pozzo and Lucky have moved off stage, Vladimir
repeats Pozzo*s image of life as a grave:
VLADIMIR:

Astride of a grave and a difficult birth.

Down in the hole, lingeringly, the gravedigger puts
on the forceps.25
At the end of this passage, Vladimir almost gives up hope but
catches himself:

"i can't go on!

(Pause.)

What have I said?"

Having just fought off despair, Vladimir is again confronted
by the messenger from Godot.
The boy, who appears to be the same one as in Act I,
denies having ever seen Vladimir.
forgotten is realized.

Vladimir's fear of being

The boy gives a little more descrip

tion of the mysterious Godot, but Godot remains largely un
known .
The final beat of the play is almost exactly like that
at the end of Act I.

Vladimir and Estragon again consider

leaving, and hanging seems to be an attractive out from the
situation.

2-5lbid •

9

p.

58a .

2k

ESTRAGON:

I can't go on like this.

VLADIMIR:

That's what you think.

ESTRAGON:

If we parted?

VLADIMIR:

We'll hang ourselves to-morrow.

That might be better for us.
(Pause.)

Unless Godot comes.^6
It is apparent that they will be unable to give up the wait,
that there is some quality in human nature that continues to
hope even when there is evidence that the hope is unjustified.
They agree to leave at the end of Act II, but again they are
unable to depart.
The play has a circular quality with repetition of
situation and of action.

Act II is very similar to Act I in

action and structure; it is itself a repetition of "nobody
comes, nobody goes, it's awful."

The process of waiting is

continuous with only occasional and temporary diversions.
Godot symbolizes all the hopes of man that are credited with
the ability to alleviate suffering; he never comes.

The

closest contact to Godot is through the boy, his messenger.
In religion or idealistic politics, man never sees God or the
perfect political system, but the advocates of both are there
to promise solutions to the problems of men.
The play shows the world in a constant state of dete
rioration.

In Act II, Vladimir and Estragon's friendship

seems shakier than in Act I; Pozzo and Lucky are physically
worse off; food is less plentiful (no carrots — and perhaps no

26 Ibid., p . 6 0b,

25

manhood); Estragon seeks escape by sleeping more frequently;
and Vladimir finds himself ultimately almost despairing.
The bleakness and unhappiness of the world as seen in
Waiting for Godot is frequently interrupted by comedy, which
giving laughter and relief poses a contrast to the "tragic"
parts of the play.

Even though there is an obvious helpless

ness about Beckett's characters, there is an uplift in that
they are not willing to give up the hope of salvation com
pletely.

There is also a symbolic representation of new life

in the sprouting of leaves on the tree:

There is always a new

beginning, although it does not seem to be any help to the
characters in Waiting for Godot and it may lead to the same
sort of miserable existence.

PART II

THE PRODUCTION

III.

DIRECTORIAL PHILOSOPHY

In directing Waiting for Godot, I sought to bring out
the humor and the tragedy and to relate them to an audience.
I felt the best way to accomplish this would be to allow the
actors to make interpretations of the action and characters in
the play.

By combining their interpretations with my own, I

hoped to create a production with as much depth of meaning as
possible.

I sought to capture that human emotion which would

allow the audience to identify with the characters and the
action and give them some insight into their own existence.
The most sincere and meaningful emotion would be drawn from
the natural reactions of the actors and myself, thus giving
the audience an honest, non-intellectual basis for identity
with the play.

The intellectual depth of Beckett's play is

inherent in the lines and would not be negated or lessened by
my intuitive approach to interpretation.
Prior to casting, I formulated a line-by-line inter
pretation of the play and established preliminary blocking.
Thus, I created an overall structure for the play within which
I could immediately begin working, and within which the intui
tive interpretation could grow.

The preparation of the script

helped to prevent the intuitive approach from becoming entire
ly self-oriented and, therefore, not relevant to the audience.
I anticipated questions concerning interpretation from the
27
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actors and sought, from my preparation, to be able to answer
them.

At the same time, I expected the actors to form readily

their own interpretations both in tryouts and rehearsals, with
my judgment being the decisive factor in determining what
would be utilized.

I hoped to arrive eventually at an effec

tive combination of my interpretation and that of the actors.
I had originally planned not to discuss characteriza
tion in depth at the tryouts in order to allow the actors to
demonstrate their own interpretive abilities.

However, I

found that the actors were having considerable difficulty in
analyzing the characters, so I reviewed the action of the play
with them and discussed the characters and their relationships
with one another.

In the discussion, I sought to avoid posi

tive statements to allow initiative for the actors, but strong
guidance was required even for the actors to begin interpreta
tion.

The need for explanation of particular lines and actions

was consistent throughout rehearsals.
From my readings of the play, I had decided that a
woman could play the part of Pozzo or Lucky if there was a
shortage of competent male actors.

By opening tryouts to both

sexes, I hoped to give myself a better chance of casting
skilled actors.

However, during tryouts, I found that the

parts were much more effective when read by men, and I re
versed my decision to consider women.

By not using females,

I limited the number of available actors to five after the
originally scheduled two days of tryouts.

A satisfactory cast

could not be assembled from the five, so I arranged a third
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day of tryouts and conducted some high-pressure recruiting,
resulting in three very good readings.

Two of these were not

only individually suited to the parts of Vladimir and Estragon,
but they also worked well together as a team.

The other new

tryout was cast as the boy, and Pozzo and Lucky were cast from
the first day of tryouts.
In selecting the cast, I was not interested in finding
actors of the proper age group; I knew that the actors would
come primarily from the university community, so they would
all be young.

I expected to make up the age discrepancy with

makeup and attitude of the actors.

I was looking for some

intellectual understanding of the play though I considered
intuitive understanding more important.

Comic ability and

flexible physical expression were prime considerations for all
characters.

In Vladimir and Estragon, I was looking for actors

somewhat equal in size and capable of reacting readily to one
another.

Youthful innocence was the prime factor for the boy,

and I sought a dominant actor, somewhat fierce in appearance,
for the part of Pozzo.

An emaciated, delicate quality was

desirable for Lucky.
When casting was completed, I found that I had only
one actor with strong acting experience.

The inexperience of

the cast necessitated a change in my directing approach.

I

had originally planned to allow the actors to arrive at inter
pretation of lines and characters.

I could then offer sugges

tions and guidance when their decisions seemed incorrect or
inconsistent with their characters or with the overall pro
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duction.

In practice, however, they depended on me to give

them strong definition of character, and without strong direc
tion they frequently tended to step out of character.

Much of

the lack of consistency in character throughout rehearsals
stemmed from the difficulty of the script, which manifested
itself in the very frequent need for me to explain the literal
meaning of lines and the motivation for lines and actions.
I established blocking for the entire play before re
hearsals were begun so the actors, confident of the actions
they should be performing, could concentrate on maintaining
and developing character and on bringing out the meaning of
the lines.

Once the actors became familiar with my pre-planned

blocking, I encouraged them to make changes where they would
feel more comfortable in a different movement, provided the
change was appropriate and consistent with the rest of the
scene.

Throughout the production I did not hesitate to make

changes in blocking myself when they improved sightlines or
made better use of the acting area.

The blocking was used to

demonstrate character motivation, to contribute to the pattern
of the action, and to add to the control and pace of the lines.
Changes were acceptable only when there were good reasons for
them, and I emphasized the need for consistency in blocking to
preclude an unpolished performance resulting from frequent
changes in rehearsals.
Final blocking was primarily determined by my observa
tions during rehearsals.

I continually checked the appropri

ateness of the blocking by moving my point of observation to
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all parts of the audience.

This analysis was designed to pro

vide the most exposure to the action for all parts of the
audience.
Arena staging was well suited to the play:

The prox

imity of the action aided the exposition of the unpleasant
aspect of man's existence.

The viewer was allowed to hecome

involved with the characters and, to some extent, to identify
with them.

The blocking utilized the entire stage, and the

characters played quite close to the front row of the audience,
which was separated from the acting area only by the elevation
of the first riser.
As the director, I sought to make the play particular
ly effective for my specific audience.

Since the audience was

composed primarily of students and faculty, I worked to make
the production not only an effective representation of my
impressions of the play but also to allow the audience some
freedom of interpretation.

I carefully reviewed the script to

establish as many specific meanings of the lines as possible,
thus allowing for those who had studied the play to apply their
knowledge to the production.

Simultaneously, I hoped to reach

those who were experiencing their first exposure to the play.
Waiting for Godot, dubbed a "tragicomedy," is a furi
ous mixture of the comic and tragic.

The power of the tragic

elements of the play comes from the contrast with the humor.
I chose to emphasize the humor in my production to get the
strongest effect out of the tragedy and to make the play
entertaining to the audience.

The clown makeup and the use of
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rapid, vaudeville-style pacing added to the comic effect of
the lines.

I used exaggeration in the pain of Vladimir and in

the trouble Estragon had with his shoe to bring out the humor
of the situation.

The falls and action on the floor was em

phasized for its comic quality.

The nonsense of their philos

ophy and their rather ridiculous sufferings were used to build
up the truth in the play and the serious tragedy of the char
acters.

I sought to achieve recognition of the ironic con

trasts in the lives of the characters and in those of the
audience.
The pace of the play contributed greatly to the effect
iveness of the humor in the script.

The short-line exchanges

between Vladimir and Estragon were particularly dependent on
rapid delivery for their impact.

I placed great emphasis on

keeping the play moving because the script has a great deal of
dialogue and very little physical action.

I felt the swift

pace helped avoid the boredom that might result from a very
wordy script.

I also added a great deal of movement for the

actors during their speeches to prevent the stage picture from
becoming too static.

Changes of pace were effective in sepa

rating beats and in showing changes from comic to serious;
these pace differences also gave needed variety to the produc
tion.

Many of the changes of pace are in the script itself,

and I merely pointed them out to the cast.

For instance, when

Vladimir returns to the stage after painfully relieving him
self, Estragon's approach to him is quiet, slow, and almost
tender, showing their friendship.

Immediately following is
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the consideration of suicide which proceeds rapidly with very
short cornic lines.
In my direction of the play, I put primary emphasis on
establishing character and only corrected diction or projection
faults when they detracted from audience understanding.

When

explaining meaning of lines, I tried to relate the explanation
directly to the character to help the actor understand the
overall situation.

During the first two weeks of rehearsal,

I gave almost all criticisms as the rehearsals progressed and
then reviewed them at the finish.

Later rehearsals were con

ducted with minimum interruptions, and I made my criticisms
when the rehearsals were finished.
The lines of Godot frequently do not flow logically
and are therefore difficult to memorize.

The most frustrating

aspect of this production was the slowness of the actors to
learn their lines.

I arranged several unscheduled line re

hearsals throughout production to expedite memorization, but
mastery of lines came so slowly that prompting was required
until the last few rehearsals.
I had not planned to make any cuts (eliminations of
dialogue) in the script, but I felt that the length of the
performance should be kept under two hours to avoid tedium in
an audience not normally accustomed to long stretches in the
theatre.

Some minor cuts amounting to about ten minutes

brought the script within my arbitrary time limit (page 38b,
lines 4 to 15; page 39b, line 15 to page 40a, line 6; page 49a,
line 5 to page 49b, line 6).

I made one small cut because
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there was confusion among the cast about the meaning of the
lines, and, after studying the lines, I was unable to clear up
the difficulty (page 22b, lines 2 to 4).

Another short scene

was eliminated because it had a tendency to be boring (page
2^b, line 7 to page 26a, line 5).

Generally, I found the

script too interconnected and cross-referenced to allow any
major cuts.
Overall, my policy in directing was to begin with a
definite structure arrived at from an intensive study of the
script and to base any and all adjustments or changes on ob
servations during rehearsals that indicated a change would be
appropriate.

The basic interpretation was achieved by study

ing blocking effectiveness and literal meanings of the lines;
the changes were produced primarily from intuitive judgments
concerning effectiveness of what had been done with the script
and from observations of inadequate blocking from any of the
three sides.

Blocking and interpretation were recorded in a

prompt script for easy reference during rehearsals.
The combination of my impressions about the play and
those of the actors produced a performance very close to what
I envisioned from studying the script.
pathos.

There was humor and

The characters seemed valid both as individuals and

as representatives of all men.

The action was matched to the

mood of the dialogue, and it generally avoided boredom.

Block

ing was fairly successful in making all actions visible to the
audience.

IV.

INTERPRETATION OF MOVEMENT AND DIALOGUE
A. Movement

Movement was important in expressing the mood and
"message" of the play.

There was a seemingly random pattern

of movement reflecting the inability of Vladimir and Estragon
to determine their own fate.

There was an overall circular

pattern reflecting the circular nature of the play; the sit
uations in the play repeated themselves and the characters
were caught up in a continuous cycle.
Blocking and pacing were instrumental in developing
character and story in Godot.

The relationships of the char

acters to each other were shown by their interaction on the
stage.

Estragon's weary, slow action at the opening of the

play was contrasted to Vladimir's hurried, impatient movement
about him.

They focus mainly on each other in their dialogue,

and this was repeated in their movements to reflect their
dependency and love.

The changes from an embrace to rejection

showed the contradictions in their love-hate relationship.

By

clinging to each other in moments of fear, they demonstrated
their interdependency, and this was re-enforced by their in
ability to leave one another even though they decide it would
be the best thing to do.

Their apparently random movements

reflected their inability to determine their fate.

The Pozzo-

Lucky relationship was demonstrated physically by the menacing
35
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attitude of Pozzo and the weary, resigned shuffling of Lucky.
The loss of confidence on the part of Pozzo in the second act
and his physical leaning on Lucky for guidance helped to re
define their relationship with Pozzo in a more dependent posi
tion.

The cowering, fearful posture of the boy set up his

relationship with Vladimir; Vladimir and Estragon's agressive
poses completed the picture.
Little was done to create focus through blocking be
cause most positions on the stage were fairly equal in
strength and because there was very little need for one char
acter to dominate the other in the exchanges between Vladimir
and Estragon.
creating it.

When focus was needed, levels were effective in
Vladimir was positioned standing and Estragon

sitting while Vladimir bombarded his unwilling listener with
philosophy.

Pozzo dominated the stage whenever he was stand

ing, not from the blocking, but simply because of his excep
tional bulk.

The size difference between him and the other

actors did prove to be effective because he was represented in
the script as dominant over the other characters and his size
became a physical representation of this dominance.

In the

second act where Pozzo is reduced in stature and spends much
of the time on the floor, his size became a disadvantage be
cause broad movements on his part drew audience attention to
himself rather letting it focus on Vladimir and Estragon.
Variations in pace xvere effective in separating beats
and moods and in precluding boredom by creating variety.
separation occurs on page 48b.

One

Vladimir and Estragon have be
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come subdued in their movements while listening for some un
known intruder.

They were standing almost still when they de

cided to "abuse each other."

The insults were delivered very

quickly while the characters paced up the stage to the other
side of the mound.

The rapid movement terminated as suddenly

as it began just before Pozzo and Lucky made their entrance.
Movement was useful in increasing the effectiveness of
the comic scenes and in contrasting them to the tragedy of the
play.

On page 44b when Estragon agrees to try on the boots,

the pace was increased for the bungling attempts to put them
on.

The comparison of this broad, hurried movement with the

comparatively static movement before and after the action sets
off the comic scene.
Broadening movements also contributed to the comedy of
the play, and exaggeration was an important element of the
production.

Vladimir and Estragon were juxtaposed like vaude

ville comics, and they played the "straight men" for each
other's foibles.

For instance, Vladimir had to tell Estragon

to pull on his pants, and Estragon explained to Vladimir why
the heavier of the two should hang himself first.

The strug

gle with Estragon's boots, Vladimir's pain from laughing, the
eating of the carrot, the exchange of hats, and listening for
Pozzo's watch were important moments of exaggeration.
In blocking the play, I attempted to use all of the
acting area and to give exposure to all sides of the audience.
The actors tended to concentrate their movements in the center
of the stage, which tended to become boring and to appear un
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motivated, but through direction, they were kept moving about
the stage.
B.

Dialogue

Dialogue, like movement, was instrumental in express
ing the mood and message of the play.

By varying tone and

pace, the actors were able to identify changes in mood from
comic to serious and the reverse.

They were also able to dem

onstrate the attitudes of the characters toward each other.

I

sought to maintain a fairly rapid pace most of the time to
avoid boring the audience and to make the comic element strong
er than the tragic.

When the pace was sloxved for tragic mo

ments, the effect was greater because of the contrast to the
main flow of the play.
Vaudeville-style patter was common between Vladimir
and Estragon, and rapid delivery of these lines increased
their effectiveness.

The exchange on pages 30b and 31a was

performed with the lines following quite close to one another
to increase the comic element.

Vladimir's speech on J58a and

the final scene between Vladimir and Estragon were performed
slowly and quietly, emphasizing the pathos and seriousness of
the scenes.

The concept of life as a game and the playing of

games to obliterate consciousness of the misery of life were
emphasized by light delivery.

One such "game" was the con

versation on pages 4la through 42a in which Vladimir and
Estragon sought to talk to avoid thinking.
The interdependency of the characters (Vladimir and
Estragon, Pozzo and Lucky) was shown in the dialogue and re
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fleeted in the attitudes assumed by the characters when de
livering the lines.

Pozzo bellowed and orated, and the others

assumed tones of subservience when speaking to him.

Change of

control was important and was reflected in tone as well as in
movement and lines.

In the second act, Pozzo was more subdued

because of his loss of sight and therefore of power.

Vladimir

showed his confidence and comparative power when he assumed a
dominant tone in his confrontations with the boy.

This is a

complete reversal from his attitude toward Pozzo.
Love versus hate was especially important in the
Vladimir-Estragon relationship and was demonstrated through
moments of cruelty and kindness.

In the opening of the play,

Vladimir tortures Estragon with his philosophy, and Estragon
returns the abuse by causing Vladimir pain with a dirty joke
(page lib).

They reverse on page 12a and show tender friend

ship, but they drop that mood almost immediately to consider
new diversions together in a comic scene.
Most important to the success of the dialogue was the
effective change of attitude and delivery and the appropriate
motivation for each line and the corresponding action.

A care

ful analysis of meaning in the play was essential to this
phase of direction, and I spent much time explaining lines to
the actors.

V.
A.

TECHNICAL ASPECTS

Set Design and Construction

The stage employed for my production consisted of a
concrete floor bordered on three sides by tiered platforms on
which the audience was seated.

The arrangement of risers al

lowed four entrances at the corners of the stage, all of which
were used.

The fourth side was utilized as a cyclorama to

provide a background suggesting the outdoors and emptiness.
My original design for the set emphasized simplicity
and barrenness and purposely avoided giving a definite location
to the action.

An abstract setting was more suited to my con

ception than a realistic one.

The original floor plan in

cluded a cyclorama, two side pieces, a black border, the tree,
and the mound.

In

pieces were unified.

the actual set, the cyclorama and the side
The border was replaced with a black

strip painted on the cyclorama itself.

And a black ground row

was added to conceal the lights below the cyclorama and to put
the black strip at

the top into proper proportion.

(See

Figure 1 and Plate

I.) The end result was very close to the

original design although the materials differed from those I
had originally selected.
Instead of hanging a cloth for the cyclorama, a rigid
background was constructed out of seven sheets of Upsom board
mounted on flats and braced by jacks.
40

The end pieces were cut
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in the design I had selected and a four inch black border was
painted on both sides and along the top.

This was much easier

than hanging a cloth border from the ceiling, and it created
an even more pleasing definition of the limits of the cyclorama and gave a better proportion of border for the size of
the cyclorama.

The cracks between the pieces making up the

cyclorama were covered with tape, and the entire surface was
painted white.

The ground row gave a suitable balance to the

set.
The floor was covered with a canvas tarpaulin, which
was then painted with a base coat of gray paint.

I considered

several designs for the floor and decided to paint white bands
arcing out from the mound in decreasing intensity and increas
ing width.

The spraygun available from the university did not

possess sufficient power to create the desired effect.

Con

sequently, I created a texture on the floor by dripping black
and white paint on the gray background in a disordered ab
straction.

(See Plate II.)

The mound proved to be the most difficult item to con
struct and the most expensive part of the set.

I wanted a

shapeless mound which could easily support the weight of two
actors.

Standard scenery construction methods could give the

shapelessness but without the strength that was required.

The

strength could only have been produced in a fairly regular
shape.

The university technical director suggested poly

urethane foam to construct the mound, and I agreed that it
seemed best suited to my needs.

However, the purchase price
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of the necessary quantity of foam was greater than my entire
production budget.

I was able to combine the construction of

the mound with a university experiment to determine the use
fulness of the foam in technical theatre; hence, the cost was
brought within my means.

The foam proved to be more difficult

to control than I had anticipated.

When it was applied to the

wood and wire screen base, it formed a lava-like surface in
stead of the intended smooth one.

Furthermore, the foam ex

panded and changed shape as it dried.

The end result was an

irregular, indefinable blob which worked quite successfully in
the set.

It was painted with the same gray as the floor and

required no texturing because of its exceptionally irregular
surface.

It supported weight well, but sharp blows (kicks for

instance) would break off small pieces of foam, and the dam
aged areas had to be touched up with paint between uses.
The tree was constructed from a chicken wire shape
with a wooden re-enforcement and covered with newspaper strips
soaked in wheat paste.

I purposely constructed the tree only

about five and a half feet in height to add to the absurdity
of the two tramps’ desire to hang themselves from it.

The

leaves were also made of chicken wire and newspaper and could
easily be placed in holes at the ends of branches on the tree.
(See Plate II.)
Originally, the tree was painted brown, but after see
ing it on the set, I had it changed to gray and textured with
black and white.

This made the entire set a mixture of black

and white, which contributed to the depressed, colorless en

^3
vironment which I desired.

The monochromism of the set also

set off the green leaves in the second act as the only spot of
color or "life."
Placing the leaves on the tree between acts was im
possible without letting the audience see the change.

The

easiest method to accomplish this set change was simply to
have the boy come out during intermission and place the leaves
on the tree.

The use of a character, I hoped, would be less

disturbing to the audience than that of a stagehand, and I
felt the action was consistent with the presentational aspects
of the play.
B.

Lighting

Simple, direct lighting was most appropriate to my
conception of the play and the design of the set.

I sought

only to give the effect of twilight, to emphasize the mound
and tree areas, and to simulate a moon with the lights.
The control center for the lighting was a portable
light board consisting of six 1200-watt dimmers.

For general

lighting, there were sixteen instruments with 250-watt lamps:
ten fresnels and six plano-convex lens spotlights.

These in

struments were attached to the first four dimmers, four to a
dimmer.

They were then joined to the master switch so they

could be controlled simultaneously.
The six plano-convex spots were hung in two rows of
three from pipes suspended at the downstage end of the acting
area.

The ten fresnels were placed in rotvs of five on either

side of the stage.

These lights were aimed to give as con

sistent illumination as possible from all three sides.
The general lighting was too intense when the instru
ments were first hung.

The six plano-convex spots were cov

ered with a light blue gel to soften the illumination, but
that was not sufficient.

The other ten instruments were then

covered with bastard amber gels which gave the desired tiv'ilight effect at roughly two-thirds full intensity.
A special spotlight was needed for the mound and also
for the tree.

I found, by placing an ellipsoidal reflector

spotlight in the down-left corner, I had sufficient illumina
tion for both areas simultaneously.

This "special" was used

at the beginning and the end of both acts.
The final dimmer served for both the cyclorama lights
and the moon special.

Since the play begins both acts in twi

light, I sought to simulate a sunset by having three parabolic
aluminized reflector (PAR) lamps cast a dim light on the
cyclorama through reddish-orange gels.

These were brought

down when "night falls" in the play, and jacks were switched
at the dimmer so the moon special could be brought up.

This

was a three-and-one-half inch ellipsoidal reflector spotlight
hung quite close to the cyclorama to cast a circle about eight
een inches in diameter.

(The moon special malfunctioned dur

ing the first performance but worked perfectly thereafter.)
The simple controls for the lighting made it possible
for one person to operate all light changes.
C.

Makeup

I decided to use clown makeup because a clown is typi
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cally a man in an everyday situation, but a clown is incapable
of dealing with the ordinary successfully.

That definition

applies quite accurately to the characters in Godot.

Also a

clown is more of a representation of man rather than an indi
vidual and therefore exemplifies universal traits of man; he
becomes a caricature of man's misery and incompetence.

Beck

ett's use of vaudeville-style humor and slapstick is appropri
ate for clowns.

The makeup was also helpful in easing the

discrepancy between the age of the actors and that of the char
acters .
Selection of particular makeup was determined by ap
propriate personality traits that were to be emphasized.
Vladimir and Estragon were to be confused and dominated by
their environment.

Pozzo was to be fierce and domineering.

Lucky was to be a sad and trapped slave.

And the boy would

appear as an unhappy, yet somewhat innocent, youth.

Studying

pictures of cloivns led to the individual facial changes that
created the desired effects.
Emmett Kelly's makeup, both early and late in his ca
reer, provided the core of Vladimir and Estragon's makeup.
Lucky and the boy's makeup was derived from pictures of var
ious circus clowns, and Pozzo's was produced by changing the
eyes to reflect a fierce disposition as well as by trimming
and emphasizing his beard.

(See Plates III through VI.)

There was little problem in applying the makeup except
for Estragon's nose.

Nose putty was difficult to shape and to

remove, so a ping-pong ball was modified, painted, and glued

in place.

It sometimes loosened and had to be reglued between

acts.
D.

Costumes

Deterioration and suffering is an important part of
Godot, and this could be shown in costuming by use of old, worn
clothes.

The poverty of Vladimir and Estragon, the affluence

of Pozzo, and the slavery of Lucky and the boy could be shown
through their costumes.

I again emphasized simplicity, using

fairly ordinary clothing for the cast.
Vladimir and Estragon were dressed in old clothes to
reflect their identity as tramps.

Vladimir had a large over

coat to accommodate the various articles in his pockets as
called for by the script.

Estragon wore a black frock coat

that was well worn, reflecting a possibly more successful past
as a poet.

Estragon's boots were high-topped and old-fashioned

they looked well in the comic shoe routines but were sometimes
difficult for the actor to work with.

Oversized trousers were

utilized for both leads to add to the comic appearance.
Pozzo was dressed considerably better than the other
actors in a suit and vest with brown and white shoes.

He

looked the wealthy landowner and contrasted the other char
acters.

Because of his large size (six feet-two inches, 270

pounds), Pozzo was difficult to clothe, but a local usedclothing store had the necessary items.
Lucky and the boy were dressed in old work clothes,
and Lucky had a long, drab, worn overcoat which added to his
drooping appearance.

The boy's overalls, sweatshirt, and

tennis shoes gave him the look of one in the working class as
well as emphasizing his youth.
Bowler hats, as specified in the script, were available
from the costume shop for three of the characters, and the
fourth was borrowed from an individual.

The hats were suc

cessful in giving a kind of unity to the appearance of the
four major characters while providing useful properties for
comic business.

(See Plates III through VI.)
E.

Properties

The use of properties in my production was limited to
those items specified in the script.

They were selected in

view of the business for which they were to be used.
were acquired from three sources:

They

My own possessions, the

university prop room, and special purchases for the production.
Most props were easily obtained from one of these sources ex
cept for the vaporizer which required a rather extensive
search of stores before one could be located.

Carrots with

the stems still attached would have been more effective in the
comic routine, but they were not available in local stores, so
the trimmed ones were used.
Some protection against injury had to be provided when
Lucky was abused with the rope that was tied around his neck.
I fashioned a harness out of a second small piece of rope
which fit under his clothes; it was not visible to the audience,
and the long rope appeared to be putting pressure on his neck
while not actually hurting him.

The force of any tugs on the

rope was transferred to his shoulders rather than his neck.
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There was some clumsiness of movement when the actors first
had to work with the rope, but this was remedied with practice.
F. Sound
The action of the play required no musical background,
but I desired some music while the audience was being seated
and a brief introduction to both acts.

Since Godot is an un

usual drama, I selected very unusual music to set a strange,
slightly discordant atmosphere.

The opening music was "Care

ful with that Axe, Eugene," and the introduction piece was
"Several Species of Small Furry Animals Gathered Together in
a Cave and Grooving on a Piet."

Both selections were by the

rock group, Pink Floyd.
The tape was made on regular university theatre sound
equipment, but this equipment could not be used in the room
available for my production.

Therefore, the tape recorder

that was used was a portable model incapable of reproducing
all of the bass notes of the recording, hence there was a loss
of some of the effectiveness of the strange sounds of the
music.

The volume, however, was acceptable, and the audience

was able to hear most of the melody.
G.

Publicity

Publicizing the show was accomplished primarily
through posters placed in well-travelled locations on the
university campus, announcements in the local and university
newspapers, and verbal announcements by teachers in their
classes.
Programs for the production were a combination of Earl
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Gutnik1s cover sketch and a typed information sheet.
Appendix D.)

(See

These were reproduced on opposite sides of a

sheet of paper.

VI.

CRITICAL EVALUATION OF THE PERFORMANCE

The performances of Waiting for Godot seemed to receive
a generally favorable response.

Many of those who attended

expressed appreciation of the production although some admit
ted that they did not understand the play completely.

Some

people left between acts during the final performance, and I
was reminded of a review of the original French production
quoted earlier in this paper:
The disgruntled left after the first act, the thrilled
remained to applaud wildly at the end of the per
formance and the perplexed sat on in puzzled silence.^
My production was received with all three of those responses.
Judging from attendance, the production was a success.

Some

people had to be turned away from both evening performances,
and the matinee was played to a three-quarters full house.
The closeness of the actors to the audience presented
some problems in aesthetic distance.

However, the audience is

included in the script, and Vladimir refers to it as "that
bog."

I felt that the physical closeness would aid the audi

ence in realizing that their lives are part of the drama of
waiting, that Vladimir and Estragon are exaggerated represen
tations of all men’s frustrations.

^Leonard Cabell Pronko, Avante-Garde: The Experimental
Theater in France (Berkeley and Los Angeles: University of
California Press, 1 9 6 6 ), p. 22.
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The use of clown makeup seemed to be effective in im
parting basic character traits, but some spectators felt it
separated them from the characters.

Because of reasons men

tioned in Chapter IV, I felt it was the most effective makeup
for the play on the stage that was available.

Because of the

closeness to the audience, realistic makeup would have been
very difficult to use with any believablility.

The clown

faces established a symbolic nature for the makeup, so they
were able to give the aspect of age to very young actors
through the convention of the makeup.
The pacing was generally good and successfully pre
sented a boring existence in an interesting manner without
losing the message.

Pozzo was such a strong actor that when

he left the stage the momentum of the play seemed to slow down;
it was then difficult for Vladimir and Estragon to build it up
again.

In Lucky's speech, the actors reacted too quickly to

the words, and Lucky did not alway build successfully in the
speech.

The speech was delivered with more obvious meaning

than seems to be intended in the script.

Lucky broke the

speech down into phrases for memorization and apparently car
ried the division over into his delivery.

I felt the speech

should have been a little faster and free of punctuation, but
his delivery was effective and seemed impressive, at least to
those in the audience with whom I spoke.
The contrast of comic and serious elements seemed suc
cessful to me.

I felt the actors made good use of movement,

voice, and makeup (facial expressions were amplified by the

makeup) to bring out both elements.

Vladimir’s depression in

Act II was particularly strong contrasted with the scene with
Pozzo that preceded it.
The blocking made effective use of the closed fourth
side as a background and did not give preference to any part
of the audience.

The actors played most of the action down

stage and possibly could have gotten greater effect if some
scenes requiring detachment had been played upstage.

The in

timate scenes worked well downstage.
The set itself was flexible because of its simplicity
and the availability of four entrances.

It was somewhat de

pressing because of the lack of color but was rather pleasing
in line except for the mound, which did draw some obscene
description that connot be printed here.

The green leaves

contrasted well with the monochromatic set to symbolize new
lif e .
The characterizations of the actors were generally
well done, but Vladimir sometimes dropped character.

Estragon

was not as skilled as Pozzo and Vladimir in reacting to the
other actors, but he had a good mastery of his part.

Pozzo

consistently received the most praise for his performance; his
acting experience helped him in establishing a strong charac
ter and in sustaining it.

Both Vladimir and Pozzo were

skilled in reacting to any situation that might arise on stage.
The main problem with the production was a lack of
polish, particularly in the scene involving Lucky's speech.
Although the blocking and dialogue were basically sound, they
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were sometimes performed without refinement or complete con
trol.

The difficulty in memorizing lines was probably largely

responsible for the lack of polish; there was a definite need
for some more interrupted rehearsals.

APPENDIX A

PRODUCTION LOG

PRODUCTION LOG
January 27:

First day of tryouts.

Notice had been

spread to the students at the University of North Dakota by
posters placed in several places on the campus and by announce
ments in speech classes and some English classes.

I had anti

cipated a response less than that received by regular season
productions, but the actual response that I received was less
than acceptable.

I had three men and one woman read.

From

these readings, I had one excellent rendering of Pozzo, two
acceptable interpretations of Lucky's speech, but I did not
have any good readings for Vladimir or Estragon.
For all the tryouts, I used readings from pages 7a,
8b, 12a, 15b, 18a, 2ka, 25b, and 32 b .1

In conjunction with

these readings, I asked the actors to pantomime a badminton
game to show me not only their ability to move well but also
their ability to react to another actor.

This movement exer

cise proved very helpful in casting Pozzo, Vladimir, and
Estragon.
January 28:

Second day of tryouts.

less than an acceptable response.

There was still

Two more actors, a man and

a woman tried out, and two actors returned from the day before

-^Samuel Beckett, Waiting for Godot (New York: Grove
Press, 195L).
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There were still no satisfactory readings for Vladimir and
Estragon.

The man who was eventually cast as Pozzo showed

himself to be very versatile, and I was considering him for
one of the two main characters though he was much more suited
for the part of Pozzo.
January 29-February 1:

Because I was unable to select

a cast from those who tried out originally, I began an intense
personal search for some more actors to try out on the evening
of February 1.

I telephoned a member of the community theatre

group to see if he could try out or could suggest some other
actors who could.

He recommended a high school student (later

cast as the boy) though he could not try out himself.

I ap

proached many people on campus who had worked with university
productions in the past and asked the theatre faculty to noti
fy their classes about the extra day of tryouts.
February 1:

Although many people said they would come

to tryouts, only three new actors actually came.

Fortunately,

two of these were suited to the parts of Vladimir and Estragon
and gave good readings for those parts.

They also worked well

as a pair and reacted well to each other in the pantomime.
cast them as Vladimir and Estragon.
boy also came on the last day.

I

The best reading for the

I kept my original choice for

Pozzo and chose Lucky from the first day of tryouts.
February 2:

Initial read-through of the script.

I

used this time to give the actors an overall impression of the
play and to bring out questions they might have regarding
characterization or interpretation.

There were not too many
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questions at this time, but as familiarity with the script
grew, there were many things that required discussion.
The script seemed to be rather long, so I decided to
cut where I could without harming the sense or continuity of
the play.

I found Act I too tightly knit to allow any cuts at

this time, but I was able to make some small eliminations in
Act II on pages 38b, 39b to 4la, and 49a.

These were only

small cuts, but I felt they were parts that could get boring,
and this elimination of about ten minutes would help keep the
show under two hours.
I made up a tentative rehearsal schedule and passed it
out to the cast.

This schedule was subject to many changes

throughout production due to the availability of rehearsal
space and occasional schedule conflicts of the actors.
February 3-5'-

These three days were devoted to the

initial blocking of the play.

In determining movement, I had

tried to combine motivation and meaning of the lines with at
tention to the necessity for keeping the pace rapid to avoid
boredom in a relatively static script.

Difficulties in en

trances and exits were encountered because the rehearsal space
was not quite as wide as the stage would be for the production
and there were no openings in the walls for these entrances.
The walls also caused the actors to play in a smaller area
than they should have because it was unnatural to play right
up against the walls.

I was also hampered in setting up the

blocking for arena staging because the small room allowed me
to observe the action from only one side instead of three.
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Proper placement of the tree and the mound was also difficult
to gauge because of the lost perspective in the small room.
February 7:

Instead of ivorking with the entire Act I

as I had planned, I spent this rehearsal with only Vladimir
and Estragon.

The boy's part was short and could be handled

at another time, and the interaction between Pozzo and Lucky
and Vladimir and Estragon would take an entire rehearsal peri
od by itself, so the secondary characters were excused for the
evening.

I hoped that this evening with Vladimir and Estragon

would help establish their characters as the center of the
play and would clear up questions they had on those scenes in
volving only the two of them.

We discussed the past history

of the characters and their present relationship.
February 8:

This rehearsal concentrated on those

scenes involving all four major characters.

Blocking became

awkward because of the walls, but I was able to establish some
physical relationship between the characters and to bring out
reactions of Vladimir and Estragon to the strangers.

The

scenes with the boy were rehearsed after the longer ones.
Again some physical relationship was arrived at, as well as
the boy's reaction to Vladimir and Estragon.

The boy already

had his lines memorized.
February 9:
slow and clumsy.

This complete runthrough of Act I was

The actors did not show as much understand

ing of their lines as I had hoped for at this stage.

They

also had begun to forget the blocking which had been worked
out.

Though I wanted them to be able to move naturally as
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their lines dictated, I felt that they needed a set framework
of movement within which they could work and that their under
standing of the lines was not reflected in the impromptu moves
they were using.

Frequent interruptions for comment or cor

rection caused the time for Act I to be over two hours.
The deadline for the memorization of Act I was set for
February 12, Act II for February 19.
February 10:

Act I runthrough.

I chose to repeat

Act I rather than go on to Act II because I felt the actors
showed insufficient understanding the day before, and I wanted
to clear up as much as possible before proceeding to something
else.

There was some improvement over the previous rehearsal.
February 11:

Act II runthrough.

The actors demon

strated a definite lack of familiarity with this act.
runthrough took even longer than two hours.

The

Interpretation

seemed to be the biggest problem, and we took time out to dis
cuss the meaning of troublesome lines.

I strongly encouraged

the actors to go over the script carefully before the next re
hearsal and to bring up any questions that might arise.
February 12:

Act I runthrough.

I chose to continue

concentrated work on Act I because in it the characters are
presented to the audience, and I felt that when the actors
could master this act, Act II would come much easier.

Also, I

felt that the timing, pace, and mood of the play could be
picked up from Act I and carried over to Act II.
The memorization of lines had progressed much less
than is acceptable.

The pace was extremely slow, and I tried
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to stress the importance of keeping the play moving.

Vladimir

and Estragon did show some progress in memorization, and
Lucky showed more interest in the meaning of his speech and
made acceptable progress in memorizing in view of the diffi
cult nature of his speech.

The whole cast is gaining enthu

siasm as they progress in understanding of the script and the
characters.
February lE:

Act I runthrough.

This was originally

planned as a complete runthrough, but there were still many
places which required attention and slowed down the rehearsal.
I concentrated on details of interpretation and movement.
After the runthrough, I talked over the characterizations of
the four main characters and gave them suggestions on sustain
ing character through movement.

The scene involving Pozzo and

Lucky was poorly done, and the actors played more than taking
a serious approach to their roles.

I made a note to get hats

and a rope to give the actors the feel of working with their
properties.

I realized the necessity of protecting Lucky's

neck from the rope and was considering either a collar or a
harness for that purpose.
February ljj:

Act I runthrough.

rehearsal with the hats and the rope.

This was the first
Vladimir made too many

gestures with his hat, drawing attention from the lines of the
other characters.

He did show improvement in his walk and

characterization.

This was the first rehearsal in the room

where the performances were to be.

Because the risers were

not yet up, there was a tendency to spread out more than the
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acting area would eventually allow.

I repeatedly had to re

mind the actors of the boundaries of the stage as well as re
iterate the general blocking.

The changes in the blocking

were not necessarily bad, but I felt a need to have consis
tency from day to day.

The boy had trouble maintaining his

character, but this was probably due to the deficiency in
Vladimir and Estragon's memorizations which broke up the scene
rather badly.

The boy needed to be more frightened, less de

fiant.
I talked with a woman who agreed to head my makeup
crew and made an appointment to go over the tentative designs
for clown makeup on February 18.
February l6:

Act II runthrough.

This was scheduled

as a complete runthrough, but again the amount of correction
and lack of memorization made the rehearsal slower than expect
ed.

One of the biggest problems was the lack of reaction to

the other actors.

Estragon especially was concentrating al

most entirely on his own lines without really listening to
what the other characters were saying.

There was a problem

positioning Pozzo and Lucky most effectively when they were on
the ground.

I decided on a position just up of the mound

slightly stage left.

This allowed Vladimir and Estragon to

work down of the mound before they joined Pozzo and Lucky on
the ground.

The actors still showed some difficulty in re

acting to the suggested scenery.

However, the actual set will

not be constructed until dress rehearsals because the room is
needed to conduct regular classes.

Pozzo tended to be too
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broad in his movements, particularly when he was on the floor,
and this detracted from the dialogue being carried on between
Vladimir and Estragon.

All the characters needed to react

more in the boy scene.

In the final scene, Vladimir and

Estragon needed to project a more depressed and thoughtful
mood .
February 17:

Complete runthrough.

Working in the

facility to be used for the performances allowed me to move
around the acting area to study the blocking from three sides.
The actors were beginning to get the feel of the stage, its
boundaries, and entrances.

Lines still require polishing;

there are places where speeches are skipped completely because
of the uncertainty of cues.

Estragon and Vladimir need to

concentrate on maintaining character; they tend to stop in
places and do things completely out of character.

The scene

between Vladimir and Estragon involving the turnips and the
carrot needs to be moved up to a position closer to the mound
so the business will be opened to more of the audience.

In

Lucky's speech, Vladimir and Estragon were coming down too far
in their movement and blocking Lucky from much of the audience.
Lucky was unfamiliar with his stage directions; he needed to
go over the script and to study his reaction to Pozzo and the
entire situation.

There were still some misinterpretations of

lines, but the general understanding of roles seemed to be
greatly improved.
February 18:

Complete runthrough.

Trouble with lines

sometimes made the pace inconsistent and caused some lines to
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lose their continuity, but the overall improvement in Act I
made it possible to concentrate on stage business and pacing.
The pace was still slow overall, but some specific areas were
definitely showing improvement.

Vladimir and Estragon still

have not mastered the boy scenes, and consequently, it was not
done well.
ment.

Lucky needed much work on timing, pace, and move

There was some lack of attention and horse-play in the

rehearsal; I sometimes found it difficult to control the actors
I
and to keep their attention on the play. The first part of
Act II was too static; I encouraged Vladimir and Estragon to
make use of the space around the mound by moving on the sides
and behind it.

Circling the mound became too obvious, so I

suggested that they try to move out from the mound in irregu
lar lines to partially mask the essentially circular movement.
Vladimir, Estragon, and Pozzo needed to work on the use of the
hats when they contribute to the comic sense of the play; they
must be able to remove and replace the hats with perfect tim
ing.
I worked with the head of my makeup crew on initial
designs for Estragon, the boy, and Lucky.
practice makeup session on February 22.

We agreed to have a
She said she would

bring some books showing pictures of clow makeup for me to
select designs for the characters.
February 19:

Complete runthrough.

The actors were

finally able to go through both acts without books, though
they still required prompting.

I suggested that they have a

line rehearsal before the next regular rehearsal.

Most of the
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criticism was on the inflection and meaning in lines and some
of the timing.

Vladimir's characterization took on too much

of the look of a young man in Act II.

Estragon appeared too

concerned with remembering his lines and did not come across
as the character.

The runthrough was a general improvement

over previous ones.
February 21:

Complete runthrough.

this rehearsal was on blocking.

The emphasis at

I tried to point out movement

which would give more meaning to the lines and which would
seem natural for the characters.

Also, I attempted to clear

up all the places that were poorly blocked from the view of
the audience.

This consisted primarily of original blocking

the actors had forgotten, but some blocking was revised to
allow for better sightlines.
February 22:
session.

Act I runthrough and makeup practice

I tried to emphasize the proper mood for each line

and the resulting contrast between the comic and tragic ele
ments of the play.

In the confrontation scene between Vladi

mir and Estragon and Pozzo, more movement was required to
avoid blocking Pozzo from one section of the audience for a
long period of time.

The pace could still have been faster to

avoid drawn-out and therefore boring scenes.

The last scene

with the boy was weak in lines and in timing; even the sense
of the lines was lost at times.

Rehearsal was stopped after

Act I to allow time to work on makeup.
The makeup session was successful for all characters
except Vladimir.

The general idea for Vladimir and Estragon's
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makeup came from old pictures of Emmett Kelly in the early
stages of his career as a circus clown.

By modifying these

slightly, we devised "original" makeup for the two leads.

The

makeup for the remaining three characters was designed from
studying pictures of circus clowns and picking certain fea
tures that would suggest certain personality traits and com
bining them into a new face.

I decided to try some different

effects on Vladimir's face on March 2, the first dress re
hearsal .
February 23:

Complete runthrough.

All characters

were smoother in blocking and more polished in business.
There was still some trouble with lines, but there was defi
nite improvement.

Efforts to locate a vaporizer for Pozzo

have been unsuccessful, and he also needed a retaining chain
for his eyeglasses.
Some of the costumes were selected.

Vladimir was

given a large overcoat with deep pockets to accommodate his
vegetables and other props.

A black frock coat, worn at the

edges, was selected for Estragon.
baggy trousers.

Both of them were given
t
Old shoes were no problem for Vladimir, but

Estragon's boots had to be used for a great deal of stage
business.

The only old boots that were available were so high

on his leg that they interfered slightly with the business.
They were kept for use during rehearsals while I looked for
old boots that were better suited for him.

The costuming of

Pozzo was a problem because of great size.

Nothing in the

costume shop was big enough to fit him comfortably.

A brown
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suit coat and some brown trousers were selected for him tem
porarily though I planned to search the used clothing stores
for something that fitted him better.

I wanted brown shoes

with white trim for Pozzo, and there were not any available in
the costume shop, nor were there any that could be trimmed in
white to give the same effect.

There was no vest big enough

to fit Pozzo, but the costume mistress agreed to make one that
would accommodate his bulk.

Lucky was given a long gray over

coat and old baggy work pants to help give the impression of a
slave or lower-class worker.

Very large overalls and a sweat

shirt were chosen for the boy to show his position as a ser
vant as well as to emphasize his youth.

The orange color of

the sweat shirt was not acceptable to me, but the costume mis
tress agreed to dye it burgundy for the performance.
February 24:

Complete runthrough.

Movement was gen

erally better, but there was a need for Vladimir and Estragon
to be more consistent in their blocking.

There was still a

tendency for them to change their movement each time they did
the scene with Pozzo and Lucky in both acts.

Lucky needed to

show more reaction to what was happening around him.

During

Lucky's speech, Vladimir and Estragon did not react to what
he was saying.

I mentioned some reactions they might employ

and tried to break the speech up so they could associate re
actions with particular sections of it.

Lines were very poor,

and I do not feel the actor^1 abilities to cover mistakes were
sufficient to make up for the loss of continuity in the lines.
One of the problems of directing contemporaries and friends
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showed itself in this rehearsal; there was lack of control
over the cast and too much "fooling around."
February 25:

Complete runthrough.

There were still

some minor problems with line interpretation; most of which
were recurring.

The pace still needed to be picked up, and

more movement was required to help maintain audience interest.
I gave special emphasis to the use of comic elements which I
felt were important to the impact of the play.

Since the

cast's understanding of the script had increased, it was
easier for them to emphasize the comedy.
February 26:

The risers were set up.

In spite of

promises of help, the actual work of putting the risers in
place fell to the cast and me.

The project took most of the

afternoon to complete, but the risers gave definite boundaries
to the stage which were badly needed.
Complete runthrough.

Lines were much better; there

were still many which seemed to be misinterpreted; many of
them were repeated problems.

There was still a need to bring

out the comic elements more.

The characterizations of Vladi

mir and Estragon needed to be broader; there was too much of
the actor showing.

I arranged to meet Pozzo on March 2 to

look for larger clothes for him and for different boots for
Estragon.
February 28:

Line runthrough.

There was a scheduled

complete runthrough, but Estragon was stranded out of town by
a blizzard, so the others worked on lines.
Strike of the show that had been on the main stage
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made it possible for me to get the lighting instruments for
the show.

They were hung by pipes suspended from the ceiling.

Some difficulty in positioning was encountered because of the
lack of available hanging areas.
done by the cast and me.

Again, most of the work was

The technical director of the uni

versity was helpful in aiming the lights.
March 1:
noon.

The mound was constructed during the after

It was formed by spraying polyurethane foam over a box

the approximate size desired.

The change of shape and size

which occurs after the foam is sprayed was an unexpected de
velopment.

The end result was very similar to lava and quite

different in texture than I had planned, but it was effective
in its shapelessness.

The tree, which had been put together

on February 28, was painted brown, and leaves were made to
attach to the branches.

The tree was roughly six feet in

height, and the leaves were painted bright green.
Technical rehearsal with lights.

There was some un

satisfactory use of properties, particularly the food.

I sug

gested improvements, and familiarity with the articles should
smooth out their use.

Lucky showed lack of understanding of

his stage directions and needed to pick up the pace of his
movements in the first act when the other characters have to
wait for him before going on with their lines.

Problems with

the blocking centered around use of the rope and its ability
to clear the mound when Lucky moved around it.

Vladimir and

Estragon still held their positions too long in front of
Pozzo , blocking him from one section of the audience for too
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long a time.

Pace was slow, especially in the quick one-line

exchanges between Vladimir and Estragon.

More rubbish needs

to be in Vladimir's pockets besides the vegetables to make his
rummaging more effective.

Vladimir needed to work on sustain

ing character and on pronunciation.

I reviewed cues for ac

tion of Vladimir and Estragon during Lucky's speech.

The

fighting and tugging during the speech was too much of a freefor-all.I directed the actors

to perform the action so

that

it was believable but did not interfere with Lucky's last few
lines.
March 2:

Construction of the cyclorama was begun, and

the floor was covered with a tarpaulin.

The tarp was painted

in bright colors inconsistent with the play, so it required
repainting.

A new costume was acquired for Pozzo:

a gray

suit which fit him well and a pair of brown wing-tip shoes
which could be easily touched up with white to give the de
sired effect.

I was unable to find any suitable boots for

Estragon,

so he had to continue with the ones he had.

For

tunately,

he had gotten used to using them in rehearsal.

The

vaporizer, the last of the props, was found after a long
search of the local drug stores.
Dress rehearsal:

Complete makeup was done to allow

the actors time to become used to applying it and to give me a
chance to make any changes I felt were necessary.

Minor cor

rections were required for Vladimir, Pozzo, and Lucky.
lights were too harsh.

The

They needed a gel to soften them, and

the technical director suggested blue.

Energy level and pac-
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ing was better, but the pace could still be faster on the
short-line exchanges.
handling of props.

I made some minor suggestions on the

The Act I exit of Pozzo and Lucky was

moved from up left to down left to make the recovery of posi
tion after Lucky's speech smoother.

This worked well and also

provided a better entrance for them in Act II.

They could

then fall downstage of the mound where there was more room and
where the audience could better observe them.

This opened up

space for more effective blocking for Vladimir and Estragon
during the scene.

The timing in the Pozzo and Lucky scene in

the second act was polished to eliminate the long pauses while
Lucky was gathering the bags together.

Pozzo's vest was not

ready, but a white shirt was purchased to fit him.
After rehearsal the floor covering was painted gray
for a base color, but the paint sprayer was not powerful
enough to create the design I wanted.

I decided to cover the

floor with dribbles of black and white paint to give it a sort
of modern art confusion.
floor.

The mound was painted to match the

Because of the irregular nature of its surface, it

required no texturing.

Black trim was painted on the cyclo-

rama, and a black ground row was constructed to conceal the
lights on the cyclorama that would create the sunset effect.
The first attempts to suggest a moon with a light were unsuc
cessful.
March 3:

The color of the tree was changed to gray,

and it was textured with black and white to make the entire
set consist of shades of black and white.

The set was touched
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up to cover several visible unpainted spots.
Dress rehearsal.

The blue gel on six of the lighting

instruments was insufficient in softening the set.

I decided

to try some other color for the remaining ten instruments;
bastard amber was confirmed as a likely color by my advisor.
The makeup was generally good, but the gray in the hair ap
peared too silver in the short distance between actors and
audience.

This was corrected by the use of white shoepolish

instead of silver hair spray.

The final tableau was arranged

so that Vladimir and Estragon's shadows flanked that of the
tree on the cyclorama.

Lines and pacing were good; the re

hearsal was encouraging to me as a director.
The floor was textured after rehearsal.
March 4:

Final dress rehearsal.

Lines were good, but

not what they should be at this stage of the production.

The

pace was very slow, and the actors seemed to lack concentration.
The light for the moon was hung and projected satisfactorily
on the cyclorama.

The bastard amber gels on the remaining ten

lights had a very good effect on the set and much more nearly
approximated the evening light appropriate to the play.
March .5:

Especially strange rock music by Pink Floyd

was taped for the time when the audience was being seated and
for the beginning of each act.

The tape recorder that was

available did not reproduce bass notes well, and some of the
effectiveness of the music was lost.
Opening night.

The house was full (108), and about

ten people had to be turned away.

The pace and the character-
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izations were exceptionally good.

I was pleased with the en

tire performance except that Lucky suddenly forgot his speech
after about two lines.

This was the first time in a week that

he had had any trouble with it, but he did not break character
and delivered a considerably condensed version of it with the
help of the other characters.

The moon malfunctioned; it

failed to come on when the dimmer was brought up, flashed on
later, and went out again.

I did not use it for Act II be

cause it was so unpredictable.
March 6:

Matinee performance.

better than opening night.

Everything went smoothly, and

there were no major mistakes on lines.
perfect.

This performance went

The pace was very near

I could find nothing wrong with the moon special

when I checked it for short circuits or loose connections, and
it worked well during the show.

The house was about three-

quarters full--rather good for an afternoon performance.
Final performance.

The evening show went smoothly,

though energy seemed a little lower than in the afternoon.
Since this was the last performance, I attempted to seat every
one who came.

This amounted to about thirty more people than

I had allowed seating for.

The flexibility of the acting area

made the addition of extra chairs possible.
Strike was completed after the performance in about
two hours

APPENDIX B

FLOORPLAN
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Cyclorama lights (sunset)

FLOORPLAN
W AITING FOR GODOT
I inch = 4 feet

Fig. 1.--Floorplan

APPENDIX C

PRODUCTION PHOTOGRAPHS

PLATE I

THE CYCLORAMA AND THE MOUND
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THE TREE AND THE FLOOR TEXTURING
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PLATE III

ESTRAGON AND VLADIMIR

PLATE IV

LUCKY'S ENTRANCE

/

PLATE V

ESTRAGON:

My left lung

I S

very w e a k l
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Fig. 2

Program Cover Design
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WAITING FOR GODOT
By Samuel Beckett
Directed by Kenneth Maciula
CAST:
ESTRAGON
VLADIMIR
POZZO
LUCKY
A BOY

Buzz Leer
Dean Schneider
Joe DeMask
Keith LaQua
Earl Gutnik

PRODUCTION STAFF:
COSTUMES
SET CONSTRUCTION
LIGHTING
MAKE-UP

SPECIAL THANKS TO:

Karen Thornburgh
James Lutz
Kathy Jacobs
JoAnn Potter
Connie Gregor
Ronald G. Engle
Donald W. McCaffrey
Lawrence J. Hill

Burtness Theatre
in the "Pit"
March 5

8:15 p .m.

March 6

2:00 p .m .
&

8:15 P.m.

There will be one 15-minute intermission.
Program Design:

Earl Gutnik

APPENDIX E

NEWSPAPER REVIEW

REVIEW IN THE DAKOTA STUDENT, MARCH 11, 1971
"CULTURE VULTURE"
by
Tim Marvin
Entertainment and Fine Arts Editor
I remember being quite surprised some time ago when
someone told me that Samuel Beckett's "Waiting for Godot" was
a very funny play and that Estragon in the original New York
production was played by the late Bert Lahr (best known to us
for his Frito Potato Chip commercials and as the cowardly lion
in "Wizard of Oz").
I was surprised, I suppose, because I have always
found the play difficult to read.

It's a lot of ivork.

Beck

ett defies every expectation you ever had about a play, and at
the same time deals with, or at least touches on, those omni
present problems of modern man and his modern meaning that
tend to worry playwrights and others of our times.
Two old men, Vladimir and Estragon, tramps of some
sort, come together again one morning near a presumably dead
tree to wait for a vague someone named Godot.
During the course of the day a sadistic, bombastic
boor of a man (named Pozzo) and his pathetic, exhausted, sub
missive slave Lucky pass through and stop for a spell.

Pozzo

has Lucky dance and think for the group, and then the two go
on.
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A shepherd boy then appears who tells them Godot will
not be coming that day, perhaps tomorrow.

Vladimir and Estra-

gon decide to leave, but the final stage direction is "They do
not move."
The second act is a repetition of the same scheme, ex
cept that Pozzo is blind and Lucky is dumb.

Estragon and

Vladimir contemplate hanging themselves again, as they did in
the first act, but are unable to do it.

The act ends exactly

as the first did.
I must agree with Martin Esslin, when he says that the
subject of "Waiting for Godot" is "waiting, the act of waiting
as an essential and characteristic aspect of the human condi
tion."

But, in the meantime, Beckett concerns himself with

the relationship of man to his fellow man, of man to a higher
being, of the strong to the weak; with hope and despair; with
the process of time, and all sorts of other really heavy things.
Beckett calls his play "a tragi-comedy in two acts,"
and the play relies heavily on the tension between the serious
pathos of the two men's situation and the comedy of ribald
gags and one-liners that form the play's dialogue.
The production of UND graduate student Ken Maciula,
presented last weekend in the Pit of Burtness Theatre, was a
highly serious one, tending more toward the tragic than the
comedy, although it retained that tension in an important way.
While Maciula avoided extreme slapstick in his con
trolled direction of the actors, he emphasized that aspect by
putting them in white clown make-up, with even a red nose for

89

Estragon.

The result was highly effective, I think.

the play an added dimension.

It gave

Instead of Estragon and Vladimir

being funny, we had the impression of them working at being
funny.

The absurdity of the play became a very conscious ab

surdity and hence a more painful one.

The tragedy of Estragon

and Vladimir's situation was greatly increased.
"Theatre of the Absurd" is reputed to have died around
i9 6 0 , and the almost bitter nostalgia that the Emmett Kelly
clown appearance, combined with the underplayed comedy, gave
the UND production made it a very appropriate one for the
1 9 7 0 's, I think.
Maciula's actors, most of whom were largely inexperi
enced, did generally good jobs.

Buzz Lear, as Estragon, re

tained enough of Bert Lahr to give the play the humor it must
have to be palatable.

Estragon is somewhat representative of

the body, the physicality of man; and Lear's movement, parti
cularly his fluid facial expressions, played that up nicely.
Dean Schneider as Vladimir kept a pensive, but be
fuddled look on his face that was in keeping \tfith his char
acter's contrast to Estragon, Vladimir being more representa
tive of the intellect.

The differences between the characters

were there, but so was the underlying sameness.
The parts of Pozzo and Lucky were played by Joe DeMask
and Keith LaQua respectively.
too.

They worked nicely as a pair,

Pozzo's huge size and commanding voice dominated the

stage whenever he was on.

Lucky has only one speech.

rest of the time he just looks pathetic.

The

LaQua handled both
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well, but perhaps did better at looking pathetic.

The shaking

of the boy, played by Earl Gutnik, was a bit unconvincing, but
he looked good in the part and his hasty exits worked well.
All in all, Maciula's production was a praiseworthy
one, very consistent and unified, with a relevant dimension.
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